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longer be utilised. . . . Nowadays we have only 
orchestral concerts. An exception is made in the 
case of La Damnation de Faust because of its 
assured financial success. 

I had recently made a charming acquaintance, 
Fernand Lemaire, an amateur poet, who was 
connected with my family by marriage. Some of 
his poems I had set to music, and I now suggested 
to him the writing of an oratorio. 'An oratorio!' 
he replied, 'no, let it be an opera.' And we 
decided for an opera. No sooner did the matter 
get abroad, however, than there was a general 
outcry of protest. A Biblical opera! All the 
same, though legendary opera was in fashion, I 
did not allow myself to become discouraged. My 
poet had written the first two Acts; I also had 
scribbled a few notes-legible to myself alone-- 
of the first Act and the whole of the second. 
Nevertheless-almost incredible to relate--apart 
from the sketch of the Prelude, the opera existed 
only in my head, and wishing to give a few. friends 
some idea of it at my home, I wrote down the 
music of the three roles, without a note of the 
orchestral score. 

I have forgotten the names of the three singers 
-whom, naturally, I accompanied from memory, 
seeing that, with the exception of the vocal parts, 
nothing whatever had been committed to writing. 

The audience, small though specially chosen- 
among them being Anton Rubinstein-sat there in 
stony silence. The composer received not the 
faintest acknowledgment, even of mere politeness. 

A little later the same two Acts were played at 
my house by Augusts Holmes, Henri Regnault- 
a very good singer possessed of a delightful tenor 
voice--and Romain Bussine. The result was 
a little more satisfactory, though so slightly 
encouraging that I finally decided to do nothing 
further with so chimerical a work. 

Years passed . . . 
One day, in Germany, where I had gone to take 

part in a series of musical festivals presided over 
by Liszt, just as I was on. the point of returning 
to France and was bidding the great pianist 
farewell, the idea came into my head to mention 
the matter to him. 'Finish your opera,' he said 
to me (though he had heard not a single note of 
it), 'and I will produce it for you.' As everyone 
well knows, Liszt was omnipotent at Weimar. 

About that time Madame Viardot was in splendid 
voice, and had given the most brilliant perform- 
ances at Weimar. It was for her that the part of 
Delilah was created. At Croissy, on a society 
stage set up in a garden, she went through half 
the second Act, along with Nicot and Romain 
Bussine. The director of the Opera and a few 
other Parisians were present: the result was nil. 
There was no orchestra: only myself accom- 
panying on a grand pianoforte. 

Finally the time came to produce the work at 
Weimar. The translation had been made . . 
but the war of I87o put a stop to everything. It 
was not till December, I873, that Samson and 
)Delilak saw the footlights; though, alas! without 

the collaboration of Madame Viardot. It was 
too late. 

The success was great, though not sustained. 
At Berlin it was alleged that the Weimar success 
had no meaning or significance whatever. It was 
sung at Hamburg, and that was all. 

Only after a period of ten years was the opera 
given in France, at Rouen. Paris would have 
nothing to do with it. M. Ritt had to hear it at 
the Eden before he would bring himself to produce 
it at the Opetra, during the year of the great 
eruption of Etna. And I had to travel from 
Paris to Etna and back to be present both at the 
eruption and at the first rehearsal of Samson! 

For the storm in the second Act I had been 
promised the most wonderful mise en 

sc'ne. 
Mean- 

while, it had been decided to stage the Val/kdire 
immediately afterwards, and all the promises made 
to me were broken. I actually had to protest 
violently before I could obtain for the beginning 
of the second Act a dash of red to represent the 
twilight! 

NEW LIGHT ON EARLY TUDOR 
COMPOSERS 

ByX W. H. GRATTAN FLOOD 

XXIII.-JOHN LLOYD 

In the closing years of the I th century, XWelsh 
musicians began to give evidence of their Celtic 
inheritance, and at this date several of them were 
either in the service of the Chapel Royal or were 
attached to the Court as minstrels. Already we have 
treated of the career of Robert Jones, and now there 
is question of John Lloyd, a famous priest-composer; 
yet, save for the very brief notice of him by Sir John 
Hawkins, no biographical data can be gleaned in 
our usual books of reference. His name has been 
written ' Floyd,' ' Fluyd,' and 'Flude'-a not unusual 
form of the Welsh surname, Lloyd--and although 
Hawkins places him under Henry VIII., he had 
previously belonged to the Chapel of King Henry VII., 
as will be seen. 

The first notice of John Lloyd is in the year 
1504-05, when he appears as one of the priests of the 
Chapel Royal, from which circumstance it is fair to 
conclude that he was born circa 1480. Evidently 
he soon got into favour, inasmuch as there is an 
entry in the Patent Rolls dated September 18, 1506, 
recording his appointment to the parish church of 
Munslow, diocese of Hereford, void by resignation. 
(Calendar of Patent Rolls of Henry 17II., vol. ii., 
page 499.) 

Probably this appointment to Munslow resulted in 
Lloyd's leaving the Court for the diocese of Hereford 
in I 506; and this is the more likely, inasmuch as his 
name does not appear in the official list of the King's 
Chapel at the funeral of Henry VII. on May II, 
1509. Nor does he seem to have been recalled 
to the Chapel Royal on the accession of Henry VI II., 
for in the Calendar of Letters and IPaers of 
Henry VIII.,' vol. i., second edition (1920), we do 
not find his name in the detailed list of the King's 
Chapel at the coronation on Sunday, June -24, 
1509. However, about a year later he was appointed 
a Gentleman of the Chapel Royal, and his name 
appears as such among those who received liveries 
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for the funeral of Prince Henry on February 27, 
1511. Some of his fellow singers on that sad 
occasion were Dr. Fairfax, Edward Jones, William 
Crane, William Cornish, Thomas, Farthing, and 
David Burton, whose memoirs will be found in the 
present series of articles. 

On November 12, 151 I, there was a warrant issued 
to give John Lloyd, Gentleman of the Chapel Royal, 
a black chamlet gown (Calendar of Letters of 
Henry VIII., vol. i., page 478). It may be observed 
that William Crane, a month later, was given 'a 
tawny chamlet gown' from the Great Wardrobe. 
(Probably black chamlet was given to the priest- 
singers.) Another warrant issued from the Great 
Wardrobe on April 16, 1512, is proof that 
John Lloyd (whose surname stands in the Exchequer 
Roll as 'Floyd') was given 'a black velvet fur 
coat,' as were also Robert Penn and Thomas 
Farthing--both of the latter being Gentlemen of 
the Chapel Royal. These three also received 
'gowns' on November 3. 

Previous to this, on March 20, 1512, John Lloyd 
had been granted a 'corrody' in the monastery of 
St. Augustine's, Bristol, vice Edward Jones, deceased. 
A year later he joined the members of the Chapel 
Royal in attendance on King Henry VIII. on his 
expedition to Terroueume and Tournai, returning to 
London at the end of October, 1513. 

On October 3, 1JI8, John Lloyd took part in the 
Grand Mumming which was held at Cardinal 
Wolsey's Palace at Durham House in the Strand. 
Two years later, in June, I520, he was one of the 
Chapel Royal Choir at the historic Field of Cloth of 
Gold-a pageant that has been frequently described. 
About this time he resumed a grant of corrody in 
the monastery of Thetford. 

Meantime several deaths had thinned the ranks 
of the Chapel Royal, and on December I2, 1520, 
Thomas Farthing passed away. The last pageants 
in which Lloyd took part were those held on 
June 4 and 5, at Greenwich, in honour of 
the Emperor Charles V. After these he made a 
pilgrimage to Jerusalem in fulfilment of a vow, and 
having visited the Holy Places, returned to England. 
On his arrival he found that William Cornish had 
retired from the Mastership of the Children of the 
Chapel Royal after twenty years' service, and had 
been replaced by William Crane, whose appointment 
was dated March 25, 1523. On the following day 
Dr. John Clarke, Dean of the Chapel Royal, was 
promoted to the Bishopric of Bath and Wells, being 
succeeded as Dean by Dr. Richard Sampson. 

John Lloyd died on April 3, 1523, and his" obituary 
is thus chronicled by Sir John Hawkins : 

John Floyd, of Welsh extraction, Bachelor of Music, 
and a Gentleman of the Chapel Royal, temtp. 
Henry VIII. LHe made a pilgrimage to Jerusalem, 
returned, and died in the King's Chapel, and was-buried 
in the Savoy Church, with the inscription: 'Johannes 
Floyd, virtutis et religionis cultor. Obiit 3 April, 1523.' 
Although Hawkins styles him' Bachelor of Music,' 

I have failed to discover his name in the Oxford or 
Cambridge Registers. However, the statement may 
be correct, as we find Ambrose Payne, Parson of 
Lambeth, who died in 1528, described on his 
monument-formerly to be seen in the old church 
of St. Dunstan's-in-the-East-as 'a Bachelour of 
Musick.' 

Certain it is that John Lloyd was a very capable 
musician and composer. He is said to have written 
much sacred music, including Masses and Motets, 

C 

but no doubt most of his M SS. disappeared after the 
death of Queen Mary. Fortunately, however, in 
Add. MSS. 3I,922 of the British Museum-a fine 
vellum MS. of the reign of Henry VIII.-there 
are two pieces by him. This valuable MS. is 
of added interest inasmuch as the composer is 
described as having graduated in music: 'in 
armonia graduat,' plainly pointing to the fact of his 
having been a Bachelor of Music. No doubt it was 
examined by Sir John Hawkins, and hence his 
statement as recorded above. At ff. 25b and 311 
will be found these two pieces, set for three voices 
or instruments, the name of the composer being 
given as 'John Flude' or Floyd (Lloyd). The MS. 
also contains compositions by Thomas Farthing, 
King Henry VIII., Robert Fayrfax, John Dunstable, 
Richard I'ygot, I)r. Cooper, and William Cornish. 

MISDIRECTION IN ORATORIO SINGING 

BY GEORGE GARDNER 
(Archedeacon of Cheltenham) 

At the recent Festival held in Hereford Cathedral, 
a few thoughts on this subject seemed to crystallize 
in my mind. The process was helped on by some 
conversations that I had with friends, either 
professional or amateur musicians. But any 
criticisms which I shall now venture to offer are not 
in any way directed against what was heard this year 
at Hereford. The Festival work last September was 
carried out with well-directed enthusiasm and with 
most satisfactory results in every way. 

Not seldom, human beings are apt to fall into a 
condition of stolid acquiescence as regards certain 
irritations and misfits that are found in life as in art. 
These anomalies come to be regarded as part of the 
settled order of things. They are treated in the 
manner of a 'vested nuisance'-say, like the ringing 
of a cracked church-bell for half-an-hour before each 
service. Often a kindly-worded remonstrance might 
do much to abate the infliction ; yet it is no one's 
business to make any protest. All we do is to harden 
ourselves to our discomforts, much as eels are alleged 
to become accustomed to skinning. Possibly it may be 
easier for an outsider like myself to speak his mind 
freely about certain matters in connection with 
oratorio singing than it would be for a member of 
the musical profession. So with much diffidence I 
venture to make my grumble, though it might be far 
more effectively expressed by someone possessing a 
sound technical knowledge of the whole subject. 

As regards solo work: how comes it that so many 
prominent vocalists at the present day are afflicted 
with a physical incapacity for hitting accurately the 
notes at which they aim ? Is it from lack of proper 
training? Or is it due to the emotional tendencies 
of modern music ? Such a wobbling style of song can 
pass unnoticed when applied to recent Italian operas, 
such as those of Puccini or Mascagni. These works 
often demand the kind of intonation suggested by 
whatever is the Italian equivalent for 'with a palpitating 
voice.' But these methods, together with the free 
use of slurring, are absolutely fatal when applied, 
say, to the music of Mozart. Some years ago I 
remember hearing distinguished singers give a 
performance of Don Giovanni at Covent Garden. 
Not one of the group seemed to me really competent 
to execute this polished music, save the Leporello- 
and that was Edouard de Reszke. Things are even 
worse when such uncertainty of vocalisation is applied 
to the older forms of oratorio. And we are in the 
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